In July 1897, the Italian artist Guido Boggiani was sailing on board the small cutter Cangrejo through the meanders of the Nabileque River on the border between Paraguay and Brazil. In his diary for 24 th July, eleven days into the voyage, he recorded taking his first photographs of a Chamacoco young woman 'with her body covered with very interesting drawings'. As he goes on to relate, She is the first one who has agreed to have a picture taken -we shall see
whether the others will follow her example. To encourage them, I presented her with a nice little gift of glass beads. Other candidates soon volunteered, but I had to leave them to the following day because I needed to change the plates of the chassis overnight. 1 Body painting was an established tradition amongst the Caduveo people, a practice that was extended to their Chamacoco captives. 2 These 'Caduvean Chamacoco' (ciamacoco caduvizzato), as Boggiani called them, comprised the lowest segment in the tripartite structure of Caduveo society, the last descendants of the powerful Mbayá-Guaicuru, while 'captains' and their wives formed the upper noble segment and 'warriors' the second. 3 On what was his second visit to the region (the first being in 1892), Boggiani had augmented his painting materials with a large photographic camera, including 24 glass gelatin 18 x 24 cm plates and 30 more 13 x 18 cm plates, in order to take photographs of 'types, things and aspects of the place'. 4 Nearly forty years later, on 15 January 1936, the French anthropologist Claude Lévi-
Strauss reported to Mário de Andrade, Director of the Department of Culture in São
Paulo, on the progress of his first fieldtrip in central Brazil, during which he was accompanied by his first wife Dina Lévi-Strauss (née Dreyfus) and friend René Silz:
We have just finished the first part of our work: for a month and a half we have circulated among the various groups of the remaining Caduveo people. This study was completed by a stay of fifteen days in the village still thriving:
Nalique. There the women often paint their faces with drawings of a prodigious refinement, and make very nice and simple pottery of which I bring a fair number of exemplars. And interesting stories still exist of legends and the social organization of the past.
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Although Lévi-Strauss would later refer to the same village as a 'wretched hamlet', in the immediacy of this moment it was the beauty of the Caduveo facial drawings that captured his attention. 6 Lévi-Strauss used his Leica to take just a few portraits, his efforts apparently limited by the women's demand for a payment photograph. He also collected up no less than 400 drawings made on the spot by the Caduveo at his request. 7 In addition, a short film taken with a miniature 8 mm camera survives in the Centro Cultural São Paulo, in Brazil, in which flickering, out-of-focus close-ups show the Caduveo women at work. 8 Lévi-Strauss' first article about Caduveo graphic art was published in 1942, more than seven years after his two-week visit to Nalique. Significantly, the article appeared in the first number of the surrealist magazine VVV, with the editorial assistance of André
Breton and cover by Max Ernst. In this article, Lévi-Strauss uses one of his photographs, together with two drawings of facial designs he had collected, to reflect on Boggiani's book', writes Colini, 'depends in this respect on the importance of the ornamental arts of the living populations in a non-elevated grade of civilization to the study of the primitive history of the arts'. 16 According to Colini, the study of the ornamental arts of the 'tribes that remained in a primitive state' would provide clues to the understanding of the development of the art of the 'civilized populations of Europe', compensating for the lack of evidence of cultural life in remote periods available to palaeoethnologists. 17 In sum, the value of the engravings of Caduveo ornamental art resides in their ability to become vestiges, ruins, of an art deemed to be practised by Europeans in remote periods.
Lévi-Strauss' motivation for his own brand of salvage ethnography would distance him from evolutionary thinkers, and indeed he later rejected 'any overall continuity of development in history'. Yet a sense of impending doom permeated his description of contemporary Caduveo culture in 1936. 18 Instead of continuity, Lévi-Strauss looked for discontinuities, fragments, shards. As he later wrote in Tristes tropiques (1955) As we look at the motifs in the shape of stripes, spirals and whorls, which are particularly prevalent in Caduveo art, we cannot help being reminded of Spanish to explore the ways in which they enabled an ephemeral art -delicate arabesques painted on skin -to be studied as archaeological remains. 21 In the marshy, 'prehistoric landscapes' of the Pantanal -as Lévi-Strauss described them -it was the Caduveo's decorated skins, rather than potsherds, that provided clues to the organization of ancient societies. 22 In this context, following Bruno Latour, I am particularly concerned with the processes of reduction -loss of locality, materiality and multiplicity -and amplification -augmentation through text, circulation and relative universality -made possible by those different forms of inscription. 23 In his ethnographic study of a scientific expedition to the Amazon, Latour aptly shows how a diagram on graph paper of a cross-section of a soil sampling transect is simultaneously 'a construction, a discovery, an invention and a convention.' 24 In
Latour's study, the diagram is understood as one stage of the transformation of the soil from forest to expedition report that enables the team of researchers to draw conclusions about the forest-savanna transition at Boa Vista, in the Amazon. 25 It is a chain of such stages that enables scientists back in their laboratories either in Southern Brazil or France, far distant from the Amazon, to point to a map and link themselves to the forest. Chamacoco 'wife', for example, Boggiani reproduces her decorated face, which displayed the 'most original and complicated' drawings that he had seen so far; as he enlarges the painted patterns in a figure that he enumerates 'A', the face is then abstracted, with only its contour remaining ( Figure 1 ). 33 Another smaller figure 'B'
shows the way the patterns are reproduced alternately, as he explains in a little note on the right-hand side of his drawing. In the same note he also remarks that the 'oblong' shape of figure 'A' is an artifact of the rectangular grid of the paper, which he follows for convenience. On another page, he reproduces the patterns found on the arms of the Caduveo, this time removing any trace of the arm itself ( Figure 2) . These patterns are then combined with those of plates and belts. Some of these drawings were later printed as graphic vignettes in Boggiani's publication I Caduvei, together with engravings of peoples and landscapes sketched on the spot and photographs of ethnographic objects.
The latter photographs were taken in the museum in Rome, though not by Boggiani himself. 34 In the book, the portrait of his Chamacoco 'wife' appears as an isolated Boggiani's article is a plea in favour of fieldwork, direct observation and the authority of the artist in the making of ethnographic knowledge, a position that joined science to art in ways that were quite innovative by the standards of contemporary Italian anthropology. 38 For Boggiani, expert, almost forensic attention to visual forms and patterns, as well as to the techniques of inscription, was also an essential component of ethnographic enquiry. 39 Although perhaps not entirely aware of it, by insisting that the ornaments on the mummies' skins were transient marks instead of permanent ones, Boggiani was also dissociating the South American past from contemporary debates that represented the practice of tattooing -the painful imprint of designs into the skinas a 'literal marker of the primitive', to use Jane Caplan's expression, which defined the border between the savage and the civilized, 'and potentially endorsed the superiority of the Europeans'. 40 Boggiani's emphasis on drawing in the field deserves further scrutiny. In the introduction to I Caduvei, Boggiani professes his intention to provide the reader with an 'exact idea' of 'whatever interest that small corner of America might offer', claiming to present 'nothing more than simple Studies from nature (Studi dal vero). 41 In order to capture the phenomena before his eyes -whether the Gran Chaco landscape or the Caduveo arabesques -Boggiani observed them closely and attentively, immersing himself in his surroundings. He was quick to adopt the Caduveo manner of dress: within a week of his arrival in their village, he decided to 'get rid of that rest of civilization that was still apparent in my clothes, so scandalously incongruous with the milieu around me', a gesture that seems to have gained the Caduveo's approval. 42 His artistic inclinations, evident in his constant use of his sketchbook, also became a way of identifying himself with the Caduveo, particularly with the women, who were 'more skilful in this matter'. 43 Boggiani continues: 'This is no small stimulus to me, and I feel more than ever encouraged to occupy myself with art'. 44 As becomes clear in the course of his account, Boggiani was in the process of negotiating a creative crisis, finding in the Caduveo's interest and surroundings inspiration to resume his artistic activities. 45 Drawing was therefore more than a practice of field documentation, becoming a way of communicating with the Caduveo: as Chris Ballard argues in a comparable study of the sketches by the Russian anthropologist Nikolai Miklouho-Maclay in Oceania, it was in the process of drawing that a 'dialogic entanglement with the concerns and perspectives of his hosts' was established. the grounds that it was a text written by an artist, and criticized the sketches as having 'a strong flavour of impressionism, an aesthetic disorder that makes one laugh in a picture exhibition; but in a book with Colini's preface and historic study, which give it great scientific value, they are really out of place'. 47 For Mantegazza, scientific accuracy could only be achieved by rigorous measurements and objective records, leaving little room for artistic endeavours, which were prone to subjective judgement. 48 In a letter of reply, accepting Mantegazza's scientific authority, Boggiani nonetheless firmly reasserted his point of view:
As for the landscapes in which you sought to find affectations of that 'aesthetic disorder that is called impressionism' that 'makes one laugh in an exhibition', I
will mention two points: first, these are Autotype reproductions of some watercolour or pencil sketches, 49 using only artistic materials that I could pick up hastily during my excursion, and which I did not want to retouch or adjust in any way, because even if I had succeeded in making them more comprehensible to the common people, I would have certainly removed part of their merit, that is, their absolute fidelity to truth, which I consider more important than anything else.
Second, then, may I remind you that many other things that once 'made one laugh' were later recognised as excellent! It is only a question of knowing how to free oneself from preconceptions and academic theories, and be prepared to understand them. In fact, as of now, not everybody laughs at that 'aesthetic amateurs; it was an industry at the beginning of a meteoric rise; and it was a tool for communicating with a mass audience. In effect, photography was used to inform, persuade, record and illustrate ideas on a scale not equaled in previous exhibitions. 54 In a footnote in I Caduvei, Boggiani mentions that it was at the Chicago World's In addition to the archaeological displays at the Exposition, Latin America was also represented in the collective exhibit of the Bureau of the American Republics, which was housed in the Government Building. 60 An institution established in 1890, the Bureau's main purpose was to promote North American trade in the region. 61 Essentially a photographic display, the Bureau's exhibit included an extensive range of contemporary photographs from Central and South America, specially collected under the direction of William Curtis. In total, almost 2,000 photographs, maps, charts, and commercial objects were exhibited. Of these, Paraguay was the country with the fewest 'specimens' on display, just thirteen.
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Given that Boggiani makes only a passing reference to the Chicago Exposition in his work, we can only speculate on its impact on his imagination. But it is likely that his exposure to the vision of the globe disseminated by the Exposition, that of a world in which 'public curiosity about other peoples' was 'mediated by the terms of the marketplace', as Curtis Hinsley puts it, might well have appealed to Boggiani the salesman. 63 In particular, the fundamental role that photography played within this visual economy would surely not have passed unnoticed. Also reproduced as a 'supplement', for the anthropologist's trained eyes only, were fourteen photographs of naked men and women. Yet even as Lehmann-Nitsche acknowledged the artistic quality of the photographs (which 'gives new orientation to anthropology, especially to anthropological photography') he lamented that 'they were not produced according to current anthropological principles.' 72 Although Boggiani's photographic image-making did observe some conventional norms, as we will see below, the results were more akin to portraiture than to anthropometric photography. 73 Moreover, they also suggested an intimacy with indigenous peoples that acknowledged their co-evalness, which was far removed from the positivist model of nineteenthcentury anthropology that required erasing any signs of the photographic encounter between Europeans and non-Europeans. 74 Boggiani's photographic practice effectively extended his characteristic mode of fieldwork as 'dialogic entanglement' from drawing to the process of picture-taking.
Before describing the postcards in more detail, we need to return briefly to Boggiani's 1897 expedition, during which he made around thirty-nine glass gelatin plates, to gain a clearer picture of how he approached his photographic subjects. 75 Boggiani enthusiastically records his photographic activities in his diary. He expresses his annoyance at the refusal of a Chamacoco captive to let herself be photographed, but gets hopeful when another one volunteers, to whom he gives a little pot of fragrant ointment and glass beads -'I am certain that others will follow', he writes. 76 And so they did, as
Boggiani reports a week later:
Before there was a lack of models; now they are plentiful. Given such a generous gift to the client in order to obtain the favour of a pose, the women rush to cover their skins with new and beautiful drawings to attract my attention. 77 Boggiani's camera was not only recording existing decorative patterns, but also stimulating the creation of new ones. Amongst the gifts the Caduveo received for their displays was pinga, which, according to Boggiani, was 'the key to obtain subjects' for his photographic camera -though it was not without risks. On one occasion, Eppalédi, a Caduveo man, already tipsy, approached him with his body 'strangely painted in white, with a rifle,' to have his picture taken. For the sake of an ethnographic picture, which required the reenactment of traditional customs (even if they were no longer in use),
Boggiani then decided to swap the rifle for 'an exquisite authentic bow and arrow' that he had just acquired. Eppalédi, playing with them, broke the arrow near the feathers, damaging the precious object, much to Boggiani's consternation. 78 But the pinga might Boggiani had left behind in Paraguay, Brazil, and Argentina. 80 An admirer of Boggiani's work, Frič followed in his footsteps in order to learn more about the artist's fate, contacting Boggiani's friends, guides, servants and hosts in the region. 81 The photographic collection certainly acquired a 'notable value', as Boggiani had predicted.
In the late 1920s, the Swiss anthropologist Alfred Métraux related seeing 'in the house of Mr Frič, in Prague, a splendid collection of photographs and plates that belonged to Boggiani': although Métraux sought to purchase them, the price Frič asked for was beyond his reach. 82 In 1997, a selection of images from the collection was published by one of Frič's descendants in Prague. 83 For the purpose of this article I will focus on one Universelle des Arts et Techniques. 88 The catalogue for Indiens du Matto Grosso reflected the popular orientation of the new museum, beginning with a summary of the sociocultural traits of the major ethnic groups, followed by details of their artistic and technical activities. 89 Introducing the Caduveo, the Lévi-Strauss couple compare their encounter with Boggiani's description of the indigenous population forty years earlier:
'Very little subsists of the ancient splendour and the few higher-quality objects that we see here on display are the last vestiges of a culture already dead.' Lévi-Strauss' analysis of one of the Caduveo drawings ( Figure 9 ) is worth quoting at length:
She [the artist] painted on a sheet of paper exactly as she was accustomed to paint on a face. And because the paper is for her a face, she finds it impossible to represent a face on paper, at any rate without distortion. It was necessary either to draw the face exactly and distort the design in accordance with the laws of perspective, or to represent the integrity of the design and for this reason represent the face as split in two. It cannot even be said that the artist chose the second solution, since the alternative never occurred to her. In native thought, as we saw, the design is the face, or rather it creates it. It is the design that confers upon the face its social existence, its human dignity, and its spiritual significance. Split representation of the face, considered as a graphic device, thus expresses a deeper and more fundamental splitting, namely that between the 'dumb' biological individual and the social person whom he [sic] must embody.
We already foresee that split representation can be explained as a function of a sociological theory of the splitting of the personality. 96 Although not explicitly rationalized as such, the inclusion of Boggiani's engraving provides the reader with an example of what would 'never occur' to the Caduveo woman, that is, drawing the patterns according to the laws of perspective. For Lévi-Strauss, the Caduveo designs stood in a complicated interrelation with the face: they
were not simply superimposed on the body. As Boris Wiseman points out, on the one hand the designs 'modify the structure of the face and distort it in a quasi-sadistic manner'; on the other, it is only by being painted 'that the face acquires its specifically human dignity and spiritual significance' as, for the Caduveo, unpainted human beings were indistinguishable from mere animals. 97 And yet the way Lévi-Strauss' photographs are used in the article deprives the women of any specifically human dignity; their faces become mere support for a code. As he would conclude his chapter on Caduveo graphic art in Tristes tropiques:
If my analysis is correct, in the last resort the graphic art of the Caduveo women is to be interpreted, and its mysterious appeal and seemingly gratuitous complexity to be explained, as the phantasm of a society ardently and insatiably seeking a means of expressing symbolically the institutions it might have, if its interests and superstitions did not stand in the way. In this charming civilization, the female beauties trace the outlines of the collective dream with their make-up; their patterns are hieroglyphics describing an inaccessible golden age, which they extol in their ornamentation, since they have no code in which to express it, and whose mysteries they disclose as they reveal their nudity. 
Conclusion
In discussing the use of the photography and drawing in the work of Boggiani and Lévi-Strauss on the Caduveo, it is tempting to make a parallel with the application of photographic techniques to epigraphy, the recording and interpretation of inscriptions.
As Melissa Banta and Curtis Hinsley remark, the 'idea of applying photography to epigraphy is as old as photography itself, for hand-copying inscriptions from rock faces, large and detailed sculptures, or high monuments was indeed laborious'. 112 Yet as the archaeologist Alfred Maudsley realised, reliance on photographs alone was insufficient for scholarly purposes; they had to be supplemented by drawings, for it was only the naked eye that could truly discern the details. 113 Lehmann-Nitsche's retouching of the patterns on the Chamacoco girl's arms seems to follow a similar principle. In What is fascinating about these multiple transformations is that they are never ending.
Against Lévi-Strauss' expectations, the Caduveo still exist as a distinctive indigenous group in the interior of Brazil. Today, among other forms, the Caduveo patterns recorded by Boggiani have been re-inscribed into Caduveo cultural heritage, helping to substantiate claims of the relevance of their culture and ancestral occupation of the land.
But that is another story. 
